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A Chant Has Nine Lives: The Circulation
of Theravada Liturgies in Thailand,
Cambodia, and Vietnam

he history of Theravada Buddhism—the dominant strand today for
most Sinhalese, Burmese, Lao, Thai, and Khmer people, including
Khmer speakers in southern Vietnam—is often narrated in terms of what
Charles Hallisey calls “events.” In particular, both contemporary historians
and the authors of centuries-old chronicles in the liturgical language of Pali
focus on the famous “councils” (Pali sangiti or sangayand, “chanting
together”), gatherings at which Buddhist monastics recited the entirety of
the core Pali scriptures, or Tipitaka, supposedly editing the canon in the
process. Tracing the history of these councils as events that took place across
South and Southeast Asia provides responses to an inquiry Hallisey con-
denses into “who had what texts when?”> Focusing on this kind of geograph-
ically and temporally specific information—the date when the Pali Tipitaka
reached the kingdom of Lanna in northern Thailand, for example—induces
us to see councils as crucial events that shaped the course of Theravada
history.
On the other hand, Hallisey argues, we might instead see such councils as
“ideas.” He crystalizes this conception into the question “what makes the

Theravada valid from the point of view of Theravadins?”? From this vantage
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point, Buddhist councils are less moments frozen in time and more emblems
of how Theravada followers understood what made certain texts authorita-
tive and others spurious. Moreover, viewing the councils as ideas highlights
a predominant model of sangha-state relations, especially the role of the
righteous monarch in purifying Buddhist textual practice and monastic
discipline.* Given the difficulty in determining the historicity of many Ther-
avada councils, Hallisey’s formulation of this events/ideas distinction allows
for a richer retelling of the Buddhist past, one not limited by spatial and
temporal particularities.

We may profitably extend this template to other features of Theravada
history, including the transmission of texts and practices that don’t fall
within the conventional understanding of canon or Tipitaka and therefore
were excluded from the councils. The focus on councils, whether as events or
ideas, privileges an understanding that Theravada history was shaped by the
spread and acceptance of a core set of Pali scriptures. As many have pointed
out, textual authority in Theravada Buddhism is considerably broader and
more complex than a modern printed edition of the Tipitaka might suggest.5
In particular, the liturgical texts that shape daily chanting practices for the
vast majority of Theravada Buddhists, both lay and monastic, often cannot
be found in the canon at all.

While in modern times there is at least a broadly accepted view among
Theravadins that the Tipitaka contains the core monastic rules [vinaya],
discourses [sutta], and higher teachings [abhidhamma] as outlined by the
Buddha, there is very little in the way of a standard liturgy. Theravada
societies across linguistic, cultural, and national borders tend to share certain
Pali canonical materials in their chanting curricula, including the three
refuges [tisaranal, the five precepts [parficasila], various protective dis-
courses [paritta], and fixed monastic rites [kammavaca] such as ordination
[pabbajja/upasampada] and recitation of the monastic rule [patimokkhal.
Beyond these commonalities, however, most of the texts that Theravada
Buddhists regularly recite and commit to memory are not directly excerpted
from the Tipitaka but from much more recent Pali and vernacular
compositions.

When Theravada Buddhism encounters a new cultural milieu, the trans-

mission of the Tipitaka is not necessarily the defining historical moment.
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There are plenty of Theravada communities for whom a “complete” copy of
the Tipitaka—once extremely expensive as a material object due to the vast
number of palm leaves or printed pages required—was never present until
recent decades.® Setting the canon aside, another possible fulcrum is the
adoption and transformation of a corpus of liturgical texts in a new cultural
setting. Since Theravada Buddhism as a whole does not have a standard set of
chants, each new culture that accepted this religious tradition had to either
borrow those of a neighboring culture or invent new liturgies of their own. In
practice, both the borrowing and the invention of liturgical texts were wide-
spread, allowing distinctive cultural, political, and linguistic communities to
create their own body of chants for daily worship and occasional rites.

In some contexts, these transformations of liturgical practice can be
readily concretized as events, as in the case of Rama IV’s founding of the
Dhammayuttika monastic order in nineteenth-century Siam and the con-
comitant creation of a new set of liturgical practices based on Mon ante-
cedents, as well as the king’s composition of new Pali texts.” In other
instances, such as the development of a distinct set of chants in “hybrid
Pali” among the Tai Nuea in northern Laos and southwestern China, the
specific historical circumstances remain unknown.® We can nevertheless
inquire into these liturgical transformations as “ideas.” In the case of the
Tai Nuea, these chants have authority on the basis of being passed down
through local oral tradition. In other contexts, such as the Atavisi Buddha
Puja developed by Panadure Ariyadhamma in Sri Lanka, the local power of
the liturgy rests in its association with a charismatic founder.® The processes
by which communities adopt and transform Theravada chants can thus be
read as either the confluence of particular circumstances (“events”) or con-
ceptions (“ideas”).

This essay applies Hallisey’s articulation of Buddhist history in terms of
both events and ideas to the transmission of Theravada Buddhism among
urban Kinh communities in what is now southern Vietnam, first in colonial
Cochinchina and later in the Republic of Vietnam. In particular, I focus on
the adoption and transformation of a single liturgical text—a chant, origi-
nally in Pali, to invite a monk to give a sermon—as it circulates across
Thailand and Cambodia before its eventual translation from Khmer into

Vietnamese in the mid-twentieth century. My aim is to challenge the way we
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narrate the spread of Theravada Buddhism by examining how liturgies
change as they circulate within and beyond particular cultures.

This examination of liturgical chants provides a way to contest more
conventional top-down or bottom-up models of how religions spread, for
these texts are recited by Buddhists of all genders, ranks, and livelihoods,
both monastic and lay. Unlike the voluminous entirety of the Tipitaka and
its many layers of commentaries, Theravada chants tend to be brief enough
for the average monk, nun, or layperson to memorize, with or without the
benefit (or curse!) of literacy. In studies of Theravada history, however,
transformations of liturgical texts remain underappreciated as both events
and ideas that shaped how Buddhism took root in new cultures.

The inception of a distinctly Kinh form of Theravada Buddhism in
southern Vietnam challenges common tellings of Buddhist history in the
region, for it crosses both sectarian and linguistic boundaries. The predom-
inant form of Buddhism among the Kinh is known as Mahayana [Dai thiia
K3 (great vehicle)] and shares a Sinitic-language canon [Tam tang =¥,
or Tripitaka] with its counterparts in China, Japan, and Korea. While
Khmer Theravada Buddhism has flourished in the Mekong Delta for cen-
turies, its adoption by Vietnamese-speaking communities there is relatively
recent. The vast majority of Buddhist temples in Vietnam still follow a Maha-
yana orientation, and only a small percentage of the country’s Theravada
temples serve Vietnamese speakers instead of Khmer. Kinh Theravada Bud-
dhists are thus a minority within a minority and receive almost no mention
in standard treatments of Vietnamese Buddhist history.*°

The key events surrounding the transmission of Theravada Buddhism to
Vietnamese speakers in southern Vietnam are nevertheless clear. The story
begins with a Ha Noi-trained veterinarian named Lé Van Giang (1893-
1981). Born near Chau Déc in Cochinchina, he spent much of his youth
and civil service career in Cambodia. After a long spiritual quest, in 1934 Lé
Vén Giang had a transformative encounter with the leading Theravada
reformist monk in Phnom Penh, Juon Nat (1883-1969), then a deputy abbot
of Vatt Unnalom.** Over the next six years, Lé Van Giang taught meditation
and published a few Buddhist books in Vietnamese before eventually seeking
his wife’s permission to renounce family life in favor of monastic ordination.

In 1939, he returned to Cochinchina to found the first Kinh Theravada
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temple in Sai Gon, Chua Btiu Quang [Radiance of the Three Jewels Tem-
ple].*> With Juon Nat as his preceptor, in 1940 Lé Vin Gidng donned the
robes of a bhikkhu, taking the monastic name H¢ Téng (Vansarakkhita,
“Protected by the Lineage”).*3 By the late 1950s, the Vietnamese Theravada
community he founded was increasingly connected to like-minded reformist
circles in Burma, Sri Lanka, and beyond.

While rarely mentioned in accounts of the 1930-1945 Buddhist revival
(chdn hung Phat Gido), Ho Tong and his Vietnamese Theravada peers were
undoubtably influenced by what Shawn McHale and others identify as
a burgeoning Buddhist print culture in this period.*# Given the urban focus
of the Kinh Theravada movement, it is unsurprising that its founders pro-
duced a wealth of books that articulated their vision of Theravada Buddhism
to a Vietnamese audience. Well into the 1960s and early 1970s, H) Tong and
his Theravada peers in the Republic of Vietnam continued to publish exten-
sively in Vietnamese, including numerous translations of both canonical and
liturgical texts.

At first glance, these books seem to follow their supposed Pali antece-
dents quite carefully. Upon closer examination, many of Ho Téng’s works
are in fact translations from various unacknowledged Khmer authors. For
example, HO Tong’s liturgical collection Lé bdi tam-bdo, cu-si ludt tém tdit
[Rites for Venerating the Triple Gem, Abbreviated Rules for Laypeople] is
a translation of Juon Nat and Um Siir’s Traiprandam satkhep nin gihivindy
sankhep [Abbreviated Veneration of the Triple Gem and Abbreviated Rules
for Laypeople].’> These Vietnamese texts, presented as direct translations
from the Pali, are in fact filtered through the intermediary of Khmer. This is
true for many of Ho Tong’s other publications, including Dasa parami: thdp
d6 [The Ten Perfections], Qui-viiong van-dao [Questions of the Ogres], and
Ludt xudt-gia tém tdt [Abbreviated Rules for Ordination].*¢ All of these are
Vietnamese versions of existing Khmer works, with their Cambodian origins
conveniently elided.’” Ho Tong was evidently proficient in Khmer from his
many years of schooling, work, and Buddhist practice in Cambodia. But why
might Ho Tong (or his publishers) have felt the need to hide his Khmer
sources?

Heeding Hallisey’s call to trace Theravada phenomena as ideas as well as

events, we should consider the ideology behind this choice and how it
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shaped the transmission of Theravada texts in Vietnam, particularly litur-
gies. Given that the appeal of a modern Theravada Buddhism for mid-
twentieth-century urban Vietnamese was grounded in its claims of being
both ancient and universal, the elision of H6 Tong’s Cambodian intermedi-
aries makes sense. After all, if Vietnamese Buddhists had wanted to study
Khmer Buddhism, Khmer-speaking Buddhist communities abounded in
southern Vietnam. But the recently converted Vietnamese Theravadins in
Sai Gon wanted something they could call their own, and thus distanced
themselves from the local Khmer.*® Ho Tong’s covert translations success-
fully portrayed this form of Buddhism as derived not from recent develop-
ments in Phnom Penh but from an “original” [nguyén-thuy] strand.*® This
tradition, which was just beginning to be called “Theravada” in other coun-
tries,?° was then in the midst of a global resurgence in popularity, particu-
larly in the years prior to the Sixth Buddhist Council, held in Burma from
1954 t0 1956.2* The Kinh Theravada community still uses the term “original
Buddhism” [Phdt Gido nguyén-thuy] as its primary marker of identity in
Vietnamese, sometimes accompanied by “Theravada” or, more rarely, Nam
tong [Southern school].

Ho¢ Tong’s choice to elide the Khmer inspirations for his books must be
seen in the context of broader Southeast Asian attitudes toward authorship
and translation, particularly in Buddhist circles. Most short religious works
in mainland Southeast Asia, especially those popular beyond the court, were
passed down without any explicit authorial attribution. Many of these texts
—including the chanted poems that comprise the liturgical corpus for both
daily rites and special occasions—are not just translations, but translations
of translations. This is the case not only for Ho Tong’s works (Pali to Khmer
to Vietnamese) but also for many chants in Cambodia, northeast Myanmar,
and southern Yunnan, where Pali texts passed through a Central or North-
ern Thai intermediary before finally being translated into a local dialect. The
proliferation of strikingly similar narratives, sermons, and poems across
Burmese, Khmer, Mon, and Tai/Thai cultures points to an exceptionally
complex web of translation and circulation in Southeast Asia that scholars
are just beginning to chart.>

Theravada liturgies, in other words, are products of circulation and local

adaptation, rather than direct canonical transmission. H6 Tong’s peers
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eventually translated the entire Pali Tipitaka directly into Vietnamese, a task
completed by the monks Indacanda (translator of the Vinaya), Thich Minh
Chaiu (the Suttas), and Tinh Su (the Abhidhamma).?? For creating a body of
liturgical chants, however, there was no preexisting set of universal Pali texts
for the pioneers of the Kinh Theravada community to turn to. They had to
either invent a totally new liturgy or adapt one already in use. Ho Tong chose
the latter, adapting the entire modernist liturgy arranged and composed in
Pali and Khmer by Juon Nat, Um Siir, and other leading Cambodian monks
of his day. He transliterated the Pali portions into the standard form of
Roman script used by international scholars of Pali and Sanskrit, complete
with the requisite diacritics, and translated the Khmer portions into Viet-
namese in qudc ngi script.

The result was a parallel liturgy in Pali and Vietnamese that has
served the Kinh Theravada community up to the present day. Record-
ings of almost all of Ho Tong’s chant translations are widely available
online and continue to be recited in Phdt Gido nguyén-thuy rituals, both
in Vietnam and in diaspora. A chanting cadence has developed that
allows the portions in Pali to be recited in approximately the same range
of pitch and rhythm as the Vietnamese portions, creating the appearance
of a seamless whole.

Under the surface, however, each of the chants in Lé bdi tam-bdo, cu-si
Iugt tém tat and other liturgical works by Ho Tong tells a distinctive story.
Since Theravada chants tend to travel and circulate, many of the liturgical
texts presented and translated by H Tong had already passed through many
incarnations by the time they arrived in Sai Gon. This essay takes up the
story of one particularly well-traveled chant that appears in no fewer than
nine major iterations in Thailand, Cambodia, and Vietnam. H6 Tong’s
version, “Bai thinh phép su” [Verses for Inviting a Preacher of the Dharma],
first published in 1954,%4 is the latest; the earliest source text is the opening
verse of the Buddhavamsa, a late addition to the Pali canon likely composed
in South Asia during the first few centuries of the common era. Seven
intermediary steps, including translations in mid-second-millennium
Southeast Asia, eighteenth- and nineteenth-century Thailand, and nine-
teenth- and twentieth-century Cambodia, fill out the rest of the story.

Though not all chants have nine lives, the journey from Buddhavamsa to
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“Bai thinh phép su” illuminates the patterns of textual circulation in Ther-
avada contexts and the central role of translation in this process.

In using the term “life” to describe each of the nine iterations of the chant
that eventually becomes “Bai thinh phap su,” I highlight how each individual
liturgical text is both complete in and of itself (a full life, as it were), as well as
part of long history of cyclic transmission across lives (in a nod to the
Buddhist notion of samsara [ludn hdi §&3E]). Viewed from these two per-
spectives, the transformations of “Bai thinh phdp su” and each of its ante-
cedents are both specific “events” in Theravada history as well as “ideas” that
transcend particular points in space and time. To trace the chronological
development of any particular chant, we need to see each transformation or
translation as a bounded event within a known context. On the other hand,
the Siamese, Cambodian, and Vietnamese Buddhists who have recited the
various lives of “Bai thinh phap su” over the centuries must have cherished
their particular chant for its affective qualities, not its position in history. For
contemporary Vietnamese Theravadins, the force of “Bai thinh phap su” is
not that it was translated from Khmer by Ho Tong some seventy years ago,
but that it expresses the ritual solemnity of inviting a monastic to preach, the
same governing idea shared by its previous eight lives.

The remainder of this essay unpacks each of the nine incarnations of
this chant. As the linguistic and historical specifics of these lives unfold,
I draw attention to the broader patterns of translation and circulation
behind the story of “Bai thinh phdp su.” In particular, I show how
chants grow as they circulate, how Theravada liturgies unsettle distinc-
tions between classical and vernacular languages, and how ritual and
ideological necessities shape translation in new cultural contexts. Trans-
lators of short Buddhist chants in Southeast Asia, including Ho Toéng
and his Siamese and Khmer predecessors, tend to follow three unstated
principles: (1) the translation may be longer than its source, but rarely
vice versa, (2) even when translated into the vernacular, the Pali source
ought to be retained, and (3) the resulting bilingual Pali-vernacular
chant should bring its performance practices—gestures, melodies, and
rhythms—into harmony. These principles are crucial for understanding
the historical processes that made the transmission of Theravada Bud-

dhism across Southeast Asia possible.
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First and Second Lives: The Buddhavamsa verse from
South to Southeast Asia

When inviting a monk to give a sermon in contemporary Cambodia, Laos,
and Thailand, as well as in both Khmer and Kinh Theravada communities in
Vietnam, it is customary for a layperson or group of laypeople to first recite
a Pali stanza and/or one of its vernacular translations. The Pali stanza recalls
the moment when the Buddha, having just reached awakening and still
reluctant to teach the Dharma, is invited by the Brahma deity Sahampati
to preach the contents of his awakening so that sentient beings may benefit.
This is the Pali form of the stanza most often heard today in Southeast Asian

communities:

brahma ca lokadhipati sahampati Brahma Sahampati, Lord of the World,

katanjali andhivaram ayacatha  palms folded together, beseeched the Unexcelled

One:
sant'idha satta ‘pparajakkhajatika “There exist, here below, beings with minor
defilements—
desetu dhammam preach the Dhamma; have mercy for this
anukamp'imam pajam?® generation.”?°

This verse originally led another life. Its initial incarnation was as the open-
ing verse of the Buddhavamsa, composed in South Asia in the first few
centuries of the common era. There the verse has no discernible ritual
function; it simply inaugurates a long description and praise of the marvel-
ous powers of a buddha, beginning with his compassion toward other
beings.>” We do not know if or how this verse was recited independently
of the Buddhavamsa in South Asia, but sometime between the stanza’s
transmission to Southeast Asia and the onset of its widespread ritual reci-
tation an important metrical change occurred, regularizing the syllabic
arrangement of the text and making it easier to chant.

This change, perhaps enacted between the fifteenth and eighteenth cen-
turies CE, marks the beginning of the second life of the verse, one indepen-
dent from its original context in the Buddhavamsa. Regarding the specifics
of this metrical transformation, Peter Skilling shows how the canonical verse
has been rewritten into a consistent twelve-syllable indravamsa meter with
the stress pattern — — U — — U U — U — U — such that it may be

performed in the same meter throughout each of the four lines.?® This, in
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FIGURE 1: Melody of the first line in Pali, as performed in contemporary Thailand.

turn, facilitates the performance of this stanza with a consistent melody. In
Thailand and parts of Laos today, one of the melodies applied to this text
contains just three pitches (Figure 1).

This melody, repeated in almost the same way for each of the four lines,
accentuates the long [garu] syllables over the short [laghu] ones, further
highlighting the transformation of the canonical Buddhavamsa verse into
a performable chanting text. Similar melodies are transmitted among Khmer
and Kinh communities, though typically with four, five, or six pitches. The
age of these melodies is unknowny; it is possible they date from the era when
this verse split off from the Buddhavamsa and became a distinct Southeast

Asian ritual chant.

Third Life: Vernacular Siamese Verse Translations

In some parts of Thailand today, the Pali verse above is recited first in Pali
and then in a vernacular Tai (Central Thai/Siamese, Northern Thai/Lanna,
Lao, etc.) translation. There are many such translations in circulation; at
least five versions in the language now known as Central Thai appear in lay
chanting books, on Thai Buddhist websites, and in oral performance. All are
anonymous and undated, though their diction and the diversity of extant
versions suggest they were composed in Siam between the early eighteenth
and late nineteenth centuries. These various versions make up the third life

of the chant. Here is one of the oldest Siamese translations:

sahdmpati brahm Sahampati Brahma,

varatam?® khcar khcay most prominent and renowned,

pén hiial; na lok phay the highest in the world, went

cara phau, brah $asta to kneel before the Teacher.

dam anjali 1ev, With palms pressed together,

mana pheév, léh braan, katha he cleansed his mind and spoke these words,
dal brah bara a- humbly asking for a noble boon

rya faa, brah dasabal from the Ten-Powered Lord:
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in, hefu prahbhed sif(v) “According to the division of beings
uppiti na lok sakal who are born in the universe,

saf(v) di; mi mit man beings whose minds are dull,

mala hai, kiles praldy polluted, and wracked with defilement
mi ayd, na lok hla, still exist in earthly realms

ganana nah sut cah khai in numbers incalculable.

khaa an(g) brah caam frai Please, may the Lord of the Three Worlds,
mana Kkio, prahkaap karun whose heart of succor brims with mercy,
dran desana prot preach so they might be saved,

salah chot prahsadan sund(ar)  cast off ignorance, and achieve goodness,
pvan sifv cah sap gun- such that beings might reach the virtues
na nibban sran hadéy.> of Nibbana and pacify their minds.”

This version likely predates the others for several reasons. First, the diction is
older and more challenging for contemporary readers, with a number of
unusual pronunciations prescribed by the meter, including several that cross
line breaks.3* Second, the translation adds little in terms of new content.
Certain aspects are elaborated: we learn, for instance, that Sahampati
“cleansed his mind” before his request, that beings suitable to be taught exist
in “numbers incalculable,” and that those who listen to the Buddha may
achieve Nibbana. These details are implied but not explicitly stated in the
Pali verse. Third, in contrast to most of the remaining incarnations of this
chant from the nineteenth century onward, there is no direct invitation to
a monk to give a sermon. In other words, the chant recounts how Sahampati
petitioned the Buddha, but does not overtly extend this invitation to the
immediate ritual context of requesting a monk to preach.

Another version, found in several printed chanting books, expands the
text beyond a straightforward vernacular translation of the Pali verse. In
addition to recounting how the Buddha was invited to preach by Saham-

pati, this version includes an explicit invitation for a living monk to give

a sermon:
sahdmpati brahm Sahampati Brahma,
pén param nai loka foremost in the worlds,
mi rd(dhi) leh teja- possessed force, might,

nubhab nai gana brahm and power among the Brahma-deities.



dam anjalivad

sthit asa(n) na di; sam
gvar lév, kd pangam
dhuli pad brah $asta

khaa brah pavar 16§
sut prahsréth mahola(r)
va, pvan prahja a-

savah naay, kd yan mi

jon an(g) brah saimbuddh
parisud(dhi) brah indri(y)
prot pvan prahjaji

hai, lu dan ksem san(t)
cin an(g) muni praj(i)
varanath brah ddy pan

rdp bar brahm ka toy than
brah karunyahbhab mi

niman(f) brah gun dan,

phii; Priep pan brah jinasi(h)

prot phoy brah dharm ji,

hai, krahcan, svan, don®?
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Having pressed his palms together
he sat in a respectful spot
and bowed in homage

to the dust beneath the feet of the Teacher.

“May the Lord who exceeds
the best of the best, the lofty one,
be informed that living beings

whose defilements are few still exist.

May the Lord, the Perfect Buddha,
whose senses are purified,
save the mass of living beings,

that they might attain peaceful bliss.”

Then the Lord, the wise Sage,
the great Protector, whose heart was open,
assented to the Brahma-deity on the grounds

of his august compassion.

We invite you, O Venerable,
you who are comparable to the Victor,
save beings and spread the Dharma

so as to illuminate and enlighten.

In this version, whose language suggests a nineteenth-century composition,
the first four stanzas translate the Pali verse. The fifth stanza narrates the
Buddha’s assent to Sahampati’s request. The sixth stanza provides the jus-
tification for using both the Pali stanza and its Siamese translation in the
ritual of inviting a monk to preach. By proclaiming that the monk before
them is “comparable to the Victor,” the lay audience invites him to give
a sermon for the same reason the Brahma deity beseeched the Buddha: to
compassionately save living beings. The translation thus makes explicit the
implied ritual function of the chant.

All the Siamese versions known to me are in the kaby yani 11 meter, equiv-
alent to the Khmer brahmagiti meter. This 5-6-5-6 arrangement in twenty-
two syllables per stanza is not an exact match to the Pali indravamsa meter,

with its twelve syllables per line. However, since the Pali meter is divided in
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sa-him - pa-@ brahm  pén pa - ram nai lo - ka

FIGURE 2: Melody of the first half-stanza in Siamese, as performed in

contemporary Thailand.

a pattern of five (— — U — —) then seven (U U — U — U —) syllables, one
stanza of kaby yani 11 or brahmagiti is roughly equivalent to a half stanza of
indravamsa. The Siamese translators seem to take this into account when
choosing the kaby yani 11 meter, for when the Siamese versions are recited,
typically right after the Pali version, the same melody may be used (Figure 2).

Thus, the Siamese translation maintains a kind of performative parity
with its Pali parent, despite the slight difference in meter and the addition of
new content specific to the ritual of invitation. The Pali and vernacular
portions are brought together in a unified whole to be sequentially recited

with a single melody.

Fourth and Fifth Lives: A New Pali Verse and
a Pali-Siamese Bitext in Prose

Sometime prior to the late eighteenth century, a second Pali stanza was
added to the first. The earliest documented evidence for this stanza, which
is not found in the Buddhavamsa, comes from the Svat man(t) plé chpdp
haa brah samut vajirasian [Translated Chants, Vajirafiana Library Edition],
a Siamese compilation dating from the first and second reigns of the Ratta-
nakosin period (1782-1824).33 According to Skilling, this verse differs
slightly from the first in that it is composed with a mix of the eleven-

syllable indravajra (lines 1-3) and upendravajra (line 4) meters:34

saddhammabherim vinayan ~ The drum of the true Dhamma, whose frame is the

ca kayam Vinaya,

suttain ca bandham whose straps are the Sutta, whose leather head is
abhidhammacammam the Abhidhamma—

akotayanto striking [this drum], whose mallet is the Four
catusaccadandam Truths,

pabodha neyye parisaya awaken those fit to be led in the midst of the

majjhe assembly.
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While the origins of this verse are uncertain, it was likely composed in Siam
as a companion to the first for use in the same ritual context of inviting
a monk to give a sermon. The closely parallel metrical form again allows this
new stanza to be recited in the same way as the first stanza. The content
expands on Sahampati’s entreaty to the Buddha to break his silence by
beating “the drum of the true Dhamma,” composed of the three baskets
of the Pali Tipitaka (the Vinaya, the Sutta, and the Abhidhamma). More-
over, the verse is careful to note that the Buddha should preach to “those fit
to be led” (neyye), in other words to the “beings with minor defilements”
(satta 'pparajakkhajatika) mentioned in the first stanza, who are capable of
achieving awakening. This expansion of the Pali represents the fourth life of
this chant.

The fifth life, a Pali-Siamese prose version of the two verses, likely dates
from the same eighteenth-century period as the previous. In fact, the earliest
extant evidence for this version appears in the same volume.3> Here the
Buddhavamsa stanza and the new Pali verse appear alongside their transla-
tion into Siamese. Instead of a verse translation, however, this chant collection
includes a syntactically rearranged, grammatically annotated, word-by-word
prose translation, or what I call an interphrasal Pali-vernacular bitext.>® In my
presentation of this composition below, portions in roman type represent the
original Pali verses, italicized words denote Pali terms added by the author of
the bitext to clarify the verses, and boldface indicates the glosses into Siamese.
Grammatical notations for various noun cases and verbal moods appear in
small caps (NoM = nominative case; ACC = accusative case; INS = instrumental
case; VOC = vocative case; PL = plural; iIMp = imperative mood; Loc = locative

case; GEN = genitive case).

brahma an va, dav, mahabrahm sahampati jia, sahampati brahm
lokadhipati pen hiai; nai lok katafjali mi prahnam brah kar kradam lev,
ayacatha aradhana adhivaram jin, brah buddha ari(g) pha, prahsroth yin,
vacena tvay, gam iti tan ni, bhante bhagava kha, té, samtéc brah buddha
ani(g) phii, dran svastibhag(y) satta dn va, sitv dan, hlay apparajakkhajatika
mi dhuli gia ragadikile$ an naay, nai pafinaciksu pen sabhavah santi mi
idha loke nai lok ni, bhagava an va, brah buddha an(g) dran svastibhag(y)
upadaya asriy lév, anukampam jifi, anugroh(h) imam pajam jin satv ni,

desetu can de$ana dhammam jini; brah dhafm. fvam an va, brah an(g)
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akotayanto can pénlia saddhammabherim jin, klaan gia brah saiddhafm
vinayaficakiyam mi fvi klaan gia brah vindy abhidhammacammam mi hnin
brah siitr catusaccadandam tvay, mai, i klaan gia brah caturariyasic
majjhe nai dam, klan parisaya hén catubidhaparbasij neyye yin
bodhanaiyasitv pabodha can hai, frisa rii,

Brahma Nom The Lord Mahabrahm Sahampati named Sahampati Brahm,
Lord of the World who is foremost in the world, palms folded together who
had pressed his palms together beseeched invited the Unexcelled One acc
the Buddha who is most excellent with words iNs with words ike this like so:
O Venerable Blessed One “voc Lord Buddha, the Blessed One! All beings
NoM.pL Beings with minor defilements whose nature is such that they have
dust, that is to say, defilements such as lust, only to a small degree in their
eyes of wisdom, exist exist here below in this world. The Blessed One Nom
The Lord Buddha, the Blessed One, having resorted having resorted to
compassion Acc to mercy for this generation Acc to these beings, preach imp
preach the Dhamma acc the Dharma. You NoMm Lord, striking imp sound the
drum of the true Dhamma the drum that is the True Dharma, whose frame is
the Vinaya, whose frame is the Vinaya, whose leather head is the Abhidhamma
whose wrapped skin is the Abhidhamma, whose straps are the Sutta whose
leather binding strings are the Sutra, whose mallet is the Four Truths ins with
the mallet that is the Four Noble Truths, in the midst Loc in the midst of the
assembly GeN of the fourfold assembly those fit to be led Acc to the beings

who can be awakened, awaken 1mp that they may be awakened.”

The bitext unpacks the difficulties of the first verse by adding several Pali
words, including vacena, iti, bhante bhagava, bhagava, and upadaya, to
clarify what was only implicit in the original stanza. Furthermore, it inter-
prets the Pali source in novel ways. For example, the fourth line of the first
Pali stanza, desetu dhammam anukamp'imam pajam, can be most simply
understood as two imperative verb phrases: desetu (“preach”) + dhammam
(“the Dhamma”) and anukampa (“be compassionate”) + imam pajam (“to
this generation”).3” The bitext adds the addition of bhagava (“the Blessed
One,” i.e., the Buddha) and the gerund form upadaya (“having resorted”).

The bitext then reorders the words as follows:

bhagava an va, brah buddha an(g) dran svastibhag(y) upadaya asray lev,
anukampam jin, anugroh(h) imam pajam jin satv ni, desetu can desana
dhammam jin, brah dhafm
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The Blessed One Nom The Lord Buddha, the Blessed One, having resorted
having resorted to compassion acc to mercy for this generation acc to these
beings, preach iMp preach the Dhamma acc the Dharma.

The Pali second-person imperative form anukampa (“be compassionate”) is
reanalyzed as anukampam, an accusative singular noun (“to compassion”).
This noun is then fixed as the direct object of the inserted verb upadaya
(“having resorted”). The full line then reads: “Blessed One, having resorted
to compassion for this generation, preach the Dhamma.”3® The bitext thus
interprets how each phrase should be construed, providing a basis of further
exegesis and literary elaboration.

Despite the apparent mess it first presents to the eyes, the bilingual
presentation of the text allows for rapid comprehension. One can pro-
ceed by sequentially reading all the non-bold words in Pali or all of the
bold words in vernacular. Each constructs perfectly logical and coherent
sentences on their own. In fact, a Thai auditor of this text, even one
untrained in Pali grammar, would be able to understand its vernacular
sentence structure despite the irruptions of the classical language. The
Pali frames and provides structure to the Siamese phrases; it need not be
considered distracting or extraneous. The appeal of bitexts is not limited
to the visual, for such bilingual presentations would have been an impor-
tant staple of sermons in eighteenth- and nineteenth-century Siam. Alas,
we do not know the specific function of this composition as recorded in
Svat man(t) plé chpdp haa brah samut vajirafian. Since this compilation
is a collection of chants, we can presume the bitext within it was once
performed as written above, even though it is never recited as such in
Thailand today.

Sixth Life: Khmer Verse Translation of Both Pali Stanzas

Despite the elegance of the second Pali stanza and its bitextual presentation
in eighteenth-century Siam, I have yet to encounter a Tai-language verse text
that translates the second stanza. This apparent lacuna is filled by a sixth life
of the chant, found only in Cambodia. This text, typically known as “Dham-
madesanayacana-gatha” [Stanzas inviting the preaching of the Dhamma],

probably dates to the early nineteenth century. It has been almost entirely
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forgotten by the Khmer, eclipsed by the eighth life of the chant penned in the
late nineteenth or early twentieth centuries.3®

The sixth life of the chant leads with a single Pali stanza and follows with
a nine-stanza Khmer translation in the brahmagiti meter. This is followed in
turn by the second Pali stanza (of the fourth and fifth lives), and concludes
with an eight-stanza Khmer translation in the same meter. The use of the
brahmagiti meter (5-6-5-6), which matches the syllable count of the second
Pali stanza as well as the Siamese kaby yani 11 meter witnessed above in the
Tai-language verse versions of the first Pali stanza, suggests that the Khmer
translator seeks a semblance of ritual equivalence with at least the Pali texts,
if not also the Siamese ones. In other words, the new Khmer text may be
recited in a consistent melody throughout, one that closely parallels those
used in contemporary Thailand.

In comparison to the extant Siamese versions, however, the translation of
the first stanza is considerably more expansive. Though put into fluent
vernacular verse, it still contains a few technical particles typical of the
bitextual style, in a nod to its probable roots in the fifth iteration of the

chant from Siam (NoM = nominative case; voc = vocative case):

11 brahm té ja dham
krai lén brahm phan nana
dop lut brah jangha

16k hattha namassakar.

pabitr brah ang 6y
brah gun 6y sim metta
pros satv manuss devata

dran' karuna samten dhafm.

tpit satv dandin nas'
cam brah pan tras' nin trek ar
nin pan stap' brah dharm

héy nin ka ruoc cak dukkh.

tpit satv phan nana
man avijja bol gi lamak
tac dhali phan' ti bhak'
kakar 1'ak’ jap' netra.

~NoM The foremost Brahma,
greater than all other Brahma gods,
lowered himself to his shins,

with hands raised in reverence.

“voc Venerable! O Lord!
O virtuous one, I humbly beseech you
to save beings, both humans and gods—

have mercy and preach the Dharma.

For beings wait anxiously
for your awakening so they can rejoice,
flock to listen to the Dharma,

and be free from suffering;

for all living beings
are ignorant, that is to say, filthy,
as if dust and layers of silt

cake into mud and lodge in their eyes.



broh té moha: dham
mok ruop rum jum kaya

oy ap' an' prajia

bum oy ghon brah trailakkha(n).

nanat nanal' nap'

hoy jrul jrap' tic manuss khvak'

ralo hoy ralak’

tac antak' rip jap' ka.

nin rak anak na muoy
nin mak juoy sray ka kra
man p”unte brah saddhafm

dop nin mak juoy sray pan.

hetu noh brah ang 6y
brah gun 6y sim pros pran
tpid brahm khiium rap' an
cal mak thkan aradhana.

brah dhafm thlai vises
lat' kiles nav tanha
nam citt oy jrah thla

somanassa gman sau hman.
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Since their delusion is great,
wrapping tight around their bodies,
clouding their wisdom,

they can’t see the Three Marks.

Completely enveloped in darkness
and crouched over like the blind,
they’re confused and they convulse,

as if strangled by a noose.

To find even one person

to help release them is hard;
only the True Dharma
could help liberate them.

For this reason, O Lord,
O virtuous one, please rescue them,
for I, Brahma, respectfully

come to invite you to preach

the most precious Dharma,
which calms craving and lust.
leading the mind to faith, joy,

and freedom from anguish.”

53

The Khmer translation for this passage adds many details concerning the
extent of the ignorance of living beings, including their confusions regarding
the Three Marks. Indeed, these details overshadow the force of the third
line in the original Pali: “There are, here below, beings with minor
defilements” [sant'idha satta pparajakkhajatika). The Pali stanza works
on the principle that there are in fact a few beings whose defilements are
small (appa + rajas + adjectival ka = apparajakkha) or whose eyes
contain only a little dust (appa + rajas + akkha = apparajakkha) such
that they might actually comprehend the Buddha’s sublime Dharma.
Sahampati is arguing that it is for the sake of those rare wise beings that
the Buddha should preach. The Khmer stanzas, by contrast, imply that all
living beings are helplessly mired in ignorance. The author of this version

memorably expands on the nature of this ignorance: “Completely enveloped
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in darkness / and crouched over like the blind, / they’re confused and they
convulse, / as if strangled by a noose.” These lines, while absent from the
Pali and Siamese antecedents, heighten the stakes for the ritual invitation to
preach. They also demonstrate how the process of transferring a chant from
one Theravada culture to another in Southeast Asia usually results in an
expanded text. In this case, the doctrine shifts as well. The Buddha’s man-
date is no longer restricted to a select few; he is instead called to teach all
beings, even in the frightening depths of their delusion.

The second Pali stanza receives a slightly less elaborate translation, with
only a few details expanded from the source text. The first four stanzas of

this passage read as follows:

brah dharm neh duk ja sgar This Dharma is likened to a drum

samrap' vay sur gik kan
lan' T 1611 ramban

td biroh mal kran kra-au.

brah sutr ta biroh
gi moh duk ja khsé phtau
paramatth ja dhafm jrau

duk ja spek tas sgar na.

brah ariyasacc puon
ja dhafm muon mam nas' sa
duk tac anlan na

samrap' vay sar sabd $an.

nin nam satv dau duk
gan' di sukh gi brah nibban
ja amatadhamm gman

slap' hoy pankot ta dau.

whose booms and beats
echo and resound

with round and lovely tones.

The Sutras, tuneful their sound,

are likened to the rattan straps.

The Paramattha, the profound Dharma,
is like to the stretched leather head.

The Four Noble Truths,
those steadfast teachings,
are likened to the mallet

that pounds a forceful rhythm

to guide living beings
to dwell in Nibbana’s bliss,
the immortal state,

freed from death and future birth.

Each simile is slightly enriched from the Pali version, though the essen-
tial meaning of the stanza does not change. The Khmer text then con-
tinues with a few stanzas summarizing how the Buddha assents to
Sahampati’s request. Finally, the text concludes with a verse that steps
out of the narrative of the two Pali stanzas entirely and speaks directly to

the ritual context:
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anak e na pan stén stap' Should anyone be able to listen

pan tran trap' kum kantoy attentively, without lapsing,

ja puny bhabv gab' hoy this is most meritorious and fortunate-
car oy man citt jrah dau hon may your minds be of clear faith!

While these lines are not quite as explicit as certain Siamese examples from
the third life of the chant discussed above (for example, “We invite you, O
Venerable [monk] . . . to save by preaching the Dharma. ..”), they nonethe-
less recall the circumstances in which the text is to be recited. The Khmer
stanza celebrates the benefits [anisamsa] of listening carefully to a monk’s
sermon and urges the audience to purify their minds. Here, in this sixth life,
the chant draws on all five of the lives that preceded it, including both Pali
and Siamese innovations, to produce an expanded text in Khmer that fol-

lows the same ritual and melodic conventions.

Seventh and Eighth Lives: Expanded Pali and Khmer
Verse Versions

In the mid-nineteenth century, likely sometime in the 1830s or 1840s, the
future King Rama IV of Siam (r. 1851-1868) composed a new Pali version of
the chant, representing its seventh incarnation. This Pali verse text is one of
many he composed during his long tenure in the monkhood before ascend-
ing to the throne.*® The future monarch’s text extends the meaning of the
first Pali verse of invitation through eight stanzas of his own invention.
Stanzas two through six explain how the Buddha accepted Sahampati’s
invitation; stanzas seven and eight describe how the present occasion is the
eighth, fourteenth, or fifteenth day of the lunar month—the appropriate
occasion to listen to the preaching of the Dharma. The ninth, final stanza

of his text makes the invitation to the monk explicit:

sadhu ayyo bhikkhusanigho It would be good if the noble sangha of monks

karotu dhammadesanam were to give a sermon on the Dhamma
ayaf ca parisa sabba and for this entire assembly
atthikatva sunatu tam*! to pay attention and listen to it.

Rama IV’s Pali text, just like the Siamese and Khmer vernacular versions
explored earlier, expands on the Pali source material by directly invoking the
ritual context. The key innovation of his version, however, is that new

material is generated in the classical language. Rama IV was committed to
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the religious and expressive possibilities of Pali; he wielded the language with
great precision for particular ideological ends. Ritual words, from his
reformist worldview, are not real or efficacious until uttered in Pali. Hence
the need to translate the ritual explication of the chant into the scriptural
language, a function previously only articulated in the vernacular. Pali can-
not be uttered to the Buddha and the gods alone; it must be used to address
the living monastic community as well. This is the king’s decidedly mod-
ernist contribution to the story of this chant.

The eighth life of the chant, while not directly linked to Rama IV’s new
Pali stanzas, insists on a similar parity between Pali and the vernacular.
Whatever new directions are blazed by local tongues, the classical language
must match as well. This imperative inverts the typical framework by which
Pali is translated in the vernacular. The logic of the chant’s circulation,
translation, and performance implies that portions in both languages will
expand as necessary to create a seamless bilingual ritual.

The most prominent Khmer version of the chant in contemporary Cambo-
dia was composed in the late nineteenth or early twentieth century by the noted
Buddhist layman Suttantaprija Ind.4> We do not know why Ind felt compelled
to compose a new poem. He may have noted the infelicities in the older Khmer
version, such as its interpretation of the compound apparajakkha. He may have
been influenced by now-lost Siamese versions that circulated in his day, for Ind
was skilled in Thai as well. Or he may have wished to apply his distinctive gifts
for Khmer verse to a regularly recited ritual text.43 Or, in reference to Rama IV’s
contribution, he may have wished to create a new version that harmonized the
Pali and vernacular versions into a single chanted text.

Whatever his exact motivations, Ind’s version of the chant, known as
“Aradhana dhammadesana” [Invitation to Preach the Dhamma] or “Dham-
madesanayacanakatha” [Text for Inviting the Preaching of the Dhamma],
achieves many of these possible aims. Like its Khmer and Siamese prece-
dents, his poem also conforms to a twenty-two-syllable brahmagiti meter. In
addition to incorporating both the Pali stanza adopted from the Buddha-
vamsa and the one composed prior to the late eighteenth century in Siam,
he adds four stanzas of his own. These stanzas, while not directly borrowed
from Rama IV’s composition, invoke it by adopting the same eight-syllable

pathyavatta meter. Like the Siamese king’s text, Ind’s new Pali verses clarify



A CHANT HAS NINE LIVES 57

the precise ritual context. More remarkably, however, they appear to be trans-
lated from Ind’s own Khmer version. Ind’s Pali-Khmer composition manages
to incorporate aspects of the seven previous incarnations of the chant while
adding a number of key explanatory concepts not witnessed elsewhere. It is
these literary elaborations, combined with Ind’s talents as a poet, that have
made his version the overwhelming favorite in Cambodia up to the present,
and, as we shall see, the direct basis for Ho Tong’s “Bai thinh phap su.”
Ind’s translation of the modified Buddhavamsa stanza is the most elab-

orate witnessed thus far, spreading to fill ten stanzas in Khmer:

gra noh sahampati
brahm ja isar loka
cil gal' brah sasta

16k hattha siro rap.

hoy bol baky dal tha

stim karuna stec dran jrap
tpit satv an' dan' dap
dubbalabhab pap krai kras'.
dandin brah dhafm thlai
ja nissay paccdy cpas'

ilav dran' pan tras'

trek ak nas' bum kantoy.

satv khlah kras' toy kam

min yal' tam trailakkha(n) 16y

ilav yal' khlah hoy

toy amnac brah man puny.

po pan stap' desana
pania kla khlamn 16s mun
stim brah ta man puny

dran nimant tras' desana.
pros satv pampat' sok
damn rag rog rap tanha
nanit pre ja jrah thla

kot paniia bhiyyo yal'.

At that moment Sahampati
Brahma, Lord of the Worlds,
knelt before the Teacher,
raised his hands to his head,

and humbly spoke these words:
“Please, have mercy, and be informed
that living beings are soft,

weak, frail, and burdened with sin.

They wait for the precious Dharma
as their clear refuge and reliance.
Now that you have awakened,

they rejoice and are not remiss.

Some creatures are laden with lust,
not grasping the Three Marks one bit.
Yet now there are some who might see

thanks to your power, Meritorious One.

If they could hear your sermons,
their minds would only grow stronger.
Please, O Meritorious One,

I humbly invite you to preach.

Save living beings and slay their sorrow,

the sickness of their passion, their craving for the

flesh,

that their darkness might brighten into faith

and deepen into wisdom, the means to see.
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trailok gok trailakkha(n)
sansaracakr vil min tal'

ja paccay nai sankhar.

nam satv oy sok sau
lic lan' nau knun sansar
panicamar mohandhakar

rit rum hum jum jap' nau.

hetu neh sim brah ang
pros sroc sran' tak' sambau
camlan satv chboh dau

kan' tréy tran nibban nay.

tuc kal pradip dham
say trasum bhli bron bray

pambhli satv damn lay

The Three Worlds are the Three Marks’ wastes.

The wheel of samsara whirls without end.

Ignorance is the root cause,

conditioning impulses to arise,

leading living beings to sorrow,

to drown in cycles of birth and death.
The Five Maras and blind delusion
wrap them tight till they’re stuck fast.

Hence, Lord, please rescue them.
Lift beings aboard your boat
and ferry them across

to yonder Nibbana’s shore,

as if on a great floating lantern,
with branches of shining rays

to enlighten all living beings

oy sappay ksant bhiramy. so they find wellness, peace, and joy.”

Some of Ind’s elaborations are shared by the earlier Khmer verse version,
including the idea that most living beings are mired in ignorance,** the
reference to the core teaching of the Three Marks (impermanence, suffer-
ing, non-self), and the appeal for the Buddha not merely to preach the
Dharma but to “save” [Khmer pros; Thai prot; cf. Sino-Vietnamese té {%]
living beings through such preaching. Other aspects seem to be his own
contributions. These include the insistence that beings are trapped not only
by ignorance but also by lust (“the sickness of their passion, their craving
for the flesh”); the doctrinal explanation of cyclic existence (“Ignorance is
the root cause / conditioning impulses to arise”); the notion that delusion is
embodied in the “Five Maras”; and the simile likening the Buddha’s teach-
ings to a luminous vessel “to ferry [beings] across / to yonder Nibbana’s
shore.” These elaborations continue the trend toward poetic embellish-
ment and doctrinal specification witnessed in previous incarnations of the
chant.

Ind’s translation of the second Pali stanza on the drum simile is only four
stanzas long, the same as the previous Khmer version, but nonetheless adds

a number of new details:



brah saddhamm ja sgar jay
brah vindy ja ran dham
brah satr ja khsé rum

brah abhidhamm ja spék tas.

ariyasacc ja anlan
samrap' dan oy | cpas’
satv lok nok nuy nas'

| sgar tas' krok 16n pan.

parisad puon jambuk
ttc phka jhuk knun jalasar
khlah phus cam saryadhan

rah nin rik toy rasmi.

brah dharfm ja siry sen
rah 16n cén camn ransi
pambhli lok damn pi

oy yal' phlav sthan sukha.
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The true Dhamma is the victory drum,
the Vinaya the great shell,

the Sutras the binding strings,

the Abhidhamma the stretched skin.

The Noble Truths are the mallet
to beat the drum for all to hear.
Beings in the world are sleepy and dazed;

roused by the drum, they might wake up.

The Four Assemblies of followers
are like lotus buds in the water.
Some will surface, waiting for sunrise,

then bloom at the touch of dawn’s rays.

The Dharma is the sunshine

that rises and gleams, casting its beams,
lighting up the three worlds

to make clear the path to bliss.

In perhaps his most distinctive contribution to the text, in this passage Ind
elaborates upon the notion of the four kinds of assemblies [parisdd puon
jambiik]. This appears to be in reference to the Pali word parisa [Sanskrit
parisad] in the second Pali stanza [pabodha neyye parisaya majjhe]. The
older Khmer version (the sixth life of the chant) essentially elides that part of
the Pali. However, the bilingual Pali-Siamese bitext (the fifth life) makes

a similar interpretation of parisd, again dividing it into four assemblies:

striking 1MP sound the drum of the true Dhamma the drum that is the True
Dharma. .. in the midst Loc in the midst of the assembly GeN of the fourfold
assembly those fit to be led Acc to the beings who can be awakened, awaken

iMp that they may be awakened.

The usual sense of a fourfold assembly [catuparisa] is that of the whole
Buddhist community: monks, nuns, laymen, and laywomen. The Pali-
Siamese bitext does not make explicit which sense of a fourfold assembly
is intended. Ind, however, explains the meaning of parisa in this context by
means of analogy, specifically comparing the “four kinds of assemblies” to
four kinds of lotus flowers, some of which “will sprout, waiting for sunrise, /

then bloom by means of dawn’s rays.”
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In making this comparison, Ind seems to be drawing on the meaning of
the term neyya in the Anguttara-nikaya, in which it is the third member of
a list of four kinds of individuals [puggala], namely ugghatitaninin, viparici-
tafifiii, neyya, and padaparama.*s The Puggalappanatti explains that in this
context ugghatitaiifii means one who awakens just by hearing the Dharma
uttered [ugghatital; the viparicitaniniii is one who awakens after hearing the
Dharma explained in detail [vittharena atthe vibhajiyamane dhammabhisa-
mayo hoti]; the neyya (“one fit to be led”) is one who gradually awakens by
study, questioning, reflection, and attendance upon his spiritual mentor
[uddesato paripucchato yonisomanasikaroto kalyanamitte sevato bhajato
payirupasato anupubbena dhammabhisamayo hoti]; and the padaparama
is one who is not of the nature to awaken at all in this life, despite much
audition, recitation, and memorization of the Dharma [bahumpi sunato
bahumpi bhanato bahumpi dharayato bahumpi vicayato na taya jatiya
dhammabhisamayo hoti].4®

Ind’s references to Pali literature do not stop there, however. He then
seems to follow the lead of Buddhaghosa’s commentary on the Digha-ni-
kaya, the Sumangalavilasini, which in its exegesis of the Mahapadana-sutta

connects the four types of lotuses with the four kinds of individuals:4”

Tattha yani accuggamma thitani, tani striyarasmisamphassam
agamayamanani thitani ajja pupphanakani. Yani samodakam thitani, tani
sve pupphanakani. Yani udakanuggatani antoudakaposini, tani
tatiyadivase pupphanakani. Udaka pana anuggatani afifanipi
sarojauppaladini nama atthi, yani neva pupphissanti,
macchakacchapabhakkhaneva bhavissanti, tani paliya naralhani aharitva
pana dipetabbaniti dipitani. Yatheva hi tani catubbidhani pupphani,
evameva ugghatitaniia, vipancitaifia, neyyo, padaparamoti cattaro

puggala.+®

Those that, having risen out [of the water], lie waiting to be touched by the
rays of the sun, blossom today. Those that, sitting on the surface of the water,
blossom tomorrow. Those that do not rise out of the water but remain
nourished underneath the water, blossom the day after tomorrow. There are
also those lotuses, which likewise do not rise above the water and in fact never
blossom at all, becoming merely the food of fish and turtles—these are not
mentioned in the text, but having mentioned them, however, those that should

be explained are explained thus. Just as there are the four types of flowers, in
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the same way there are the four individuals, viz. ugghatitanna, vipaficitansi,

neyya, and padaparama.

Ind’s text is thus more than a simple rendering of the Pali text into Khmer
verse. He draws on the resources of Buddhist canonical and commentarial
texts to explain latent meanings within the two terse Pali stanzas. In a few
short verses, his text engages with the wide intertextual inheritance of his time,
including the Pali and Siamese chants whose metrical structure it mirrors.
The remaining seven stanzas of Ind’s translation, numbers fifteen to
twenty-two, proceed in a new direction, one not found in the original
two Pali stanzas. This part of the text provides a summary of what
happened after Sahampati’s entreaty, namely the Buddha’s entire teach-
ing career. And then, like the Siamese poem and Rama IV’s Pali verses
cited above, this translation returns to the present context of inviting

a monk to preach:

sahampati brahm
on pangam aradhana
samtec brah bhagava

toy gatha y"an neh en.

brah buddh dran anukal
bram daduol nin samtén
toy tunhibhab thlen

tam bhava gun karuna.

dop krok cak di noh

bhaktra chboh brai migada(y)
yan cefi car lila

bi di noh toy brah pad.

i"an satv cal buddhacakr
man pafcavaggi(y) ja a(di)
oy phik amritajati

ras nibban tam dhammata.

cap' phtom bi noh en
dran' samten dhafm desana
dhvo buddhakritya

as' vassa se sip pram.

Sahampati Brahma
bowed down to invite
the Lord, the Blessed One,

with these same verses.

The Buddha consented
and expressed his approval
in silence, consistent with

his compassionate state.

He arose from that spot

and went toward the Deer Park,
moving by walking

the distance by foot.

He brought beings to the Buddhist fold,
starting with the Group of Five,

by having them drink the ambrosia
that is Nibbana’s taste, naturally.

From that moment on,
he preached sermons on the Dharma,
performing a buddha’s duties

for forty-five rainy seasons in all.
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bum thay bum pandhur

prayoja(n) yur anven chnam

samrec pufiiakamm

tal' sabv satv damn bhab tray.

hetu noh ilav neh
yon khiium neh sadar krai
pabitr brah gun thlai

sim nimant pros desana.

anugroh buok parisdd
tel jap' khat toy moha
oy kot man panna

prakat na di neh hon.

He never stepped back or relented;
the benefits extended across the years.
He achieved acts of merit

for all beings in the Three Worlds.

That is why right in this moment
we are filled with such great joy.
Venerable, O Virtuous One!

We invite you to save us and preach.

Rescue those assemblies
still mired in delusion,
that they might give rise

to wisdom right in this place!

These verses have no precedent in the two Pali stanzas translated by the old

Khmer invitation text. Ind, perhaps in an effort to keep the Pali and Khmer

portions of his text parallel, included four additional Pali stanzas to match

the eight vernacular verses above. These stanzas match the vernacular per-

fectly, to the extent that every half-stanza in Pali corresponds to a full stanza

in the vernacular:

evam sahampati brahma
bhagavantam ayacatha
tunhibhavena tam buddho
karunnenadhivasaya
tamha vutthaya padena
migadayam tato gato
paficavagyadayo neyye

ama(ta]m payesi dhammato

tato pabhati sambuddho
antna dhammadesanam
maghavassani desesi

sattanam atthasiddhakam

tena sadhu ayyo bhante
desetu dhammadesanam
sabbayidha parisaya

anukampam'pi katave

Thus the Brahma Sahampati
requested the Blessed One.
By means of silence, the Buddha,

having resorted to compassion,

from that spot arose and by foot

went to the Deer Park.

As for those to be led, starting with the Group of Five,
he had them drink of the Deathless, naturally.

From that complete beginning, the Perfect Buddha
for forty-five rainy seasons
preached sermons on the Dhamma

to fulfill the aims of living beings.

Hence, it would be excellent, O Venerable,
were you to preach a sermon on the Dhamma—
please have mercy

on the assembly gathered here.
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The parallelism between the two languages is carried out to its logical extreme.
Some half-stanzas in the Pali, such as “By means of silence, the Buddha, /
having resorted to compassion” match the precise vocabulary of the ver-
nacular (“The Buddha consented / and expressed his approval / in silence,
consistent with / his compassionate state”); in both versions, “silence” [fun-
hibhavena/tunhibhab] and “compassion” [karusifiena/karuna) are articulated
with cognate terms. The same goes for “foot” [padena/pad] in the third half-
stanza, and “starting with the Group of Five” [paficavagyadayolparicavaggi(y)
ja a(di)] and “naturally” [dhammato/dhammata] in the fourth. These parallels
go beyond the usual borrowing of Pali and Sanskrit words into Khmer and
suggest an intentional strategy to keep the stanzas lexically close.

Although these four Pali verses are rarely recited in Cambodia today, their
placement at the beginning of Ind’s published text suggests that they are
intended to be recited first, as a preamble to the Khmer verses. However,
while presented as part of the source text for Ind’s poem, it seems likely that
these verses are actually his own composition, as they do not appear any-
where else in Cambodian or Siamese Pali sources. Their unusual syntax and
verb tenses,*® along with several hapax legomena—including adhivasaya for
“having resorted,”s° atthasiddhaka for “to fulfill the aims,”>* and an
extremely rare Pali application of the Sanskrit katapayadi numeral system,
by which madgha comes to mean “forty-five”s>—suggest a creative back-
translation from Khmer. Ind’s Pali stanzas indicate that he strove to craft
a text that was semantically balanced between the classical and the vernac-
ular, and could be performed in the style inherited from previous incarna-

tions of the chant.

Ninth Life: Viethamese Verse Translation

The ideal of Pali-vernacular bilingual chants that could be performed as
seamless wholes was continued by Ho Téng in Vietnam. As discussed in
the beginning of this essay, Ho Tong’s version of the chant, “Bai thinh phap
su” [Verses for Inviting a Preacher of the Dharma] was first published in
1954, making it the most recent instantiation of the chant discussed here.
The source text, though unacknowledged by the translator, is none other
than the Pali-Khmer version composed by Suttantaprija Ind. Ho Tong’s text

begins with precisely the same Pali text as Ind, including the two old verses
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and the four added ones, followed by an eighteen-stanza translation into
Vietnamese.>3 The verse form chosen for the vernacular translation is the
song that luc bdt (7-7-6-8) meter. While Ho Tong’s song thdt luc bdt poem is
presented as the translation of a Pali text into Vietnamese, it in fact reads as
an ingenious rendering of Ind’s Khmer text, including all of Ind’s distinctive

additions:

[Buddhavamsa Verse]

Thud Phit méi dat thanh qua vi

C6 X4 hdm bét ti Pham thién

Ca trong thé giGi cac mién,

Thanh cao quan ching cin chuyén dao
mau.

Hién trudc Phat dé dau danh 16,

Bach xin Ngai té thé d6 nhon.
Chung sanh trong khip cdi tran;

Téi mé dién ddo khong phan toi tinh.

CAu Phat T4 cao minh 4&i truét,
Hién uy linh tinh thic dit diu
Hoang khai dao phap cao siéu,
Tuhanh theo ding két nhiéu thién duyén

Thé Tén dugc min vién dao qui,

Toi hét long hoan hi tan duong.
Nhung vi hoan canh déng thuong,
Khong danh bé mac, lac dudnglam thinh.

Chung sanh vén da tinh lam bac,
Khong thong dau chon that gia ta.
V6 thusng khd nio chip ta

Ngay nay so ngo thiét tha nh Ngai.
Xin m& lugng cao day ran day,

Chuyén phép luan dién giai diéu ngon.

Chung sanh nghe ding phap mon,
Thoat vong khd nio dap don bay lau.

When the Buddha had won awakening’s fruit,
a Brahma deity named Sahampati,
the highest god in all the worlds,

the lofty witness to those seeking the wondrous
Path,

appeared before the Buddha, bowed his head, and
said,

“Please, Master, save the world, ferry over humans.
Living beings throughout this dusty realm

are crazed and deluded, never far from sin.

Please, O Buddha, wise one freed from lust,
reveal your awakened powers to guide us.
Proclaim the Path of the sublime Dharma,

whose practice weaves webs of merit.

O Blessed One, winner of the precious Path,
I humbly offer you my joyous praise.
But since living beings are so pitiable,

don’t give up on them or forsake the way in silence.

Living beings are naturally filled with lust,
not knowing false from true, or that
all must change, is painful, and lacks essence,

yet now they might wake up, their zeal owed to you.

Please teach them out of boundless compassion.

Turn the Dharma’s wheel; expound it with potent
words.

Those who listen might reach the Dharma Gate

to escape the round of pain, amassed since time
unknown.



Giai thoat nhiing ngudn siu cau thuc,
Diét tham lam i duc bao vong.
Téi tim sé dugc sang trong,

Phét sanh tri tu¢ hiéu théng tinh tusng,

Thong thiu 1& vo thudng vin giodi
Ba tudng trong ba c6i méng manh.

V6 minh duyén cta cic Hanh,

Cdi cin dit din ching sanh luan hdi.

Bién tran khd nbi troi chim ddm,
Bi ngii ma vay, ndm chuyén di,
Viy nén cau dang Tl Bi,

Tao thuyén Bat nha trdi di v6t ngudi.

Dua qua chdn tét tuoi yén tinh,
B& Niét Ban ching dinh tran ai;
Nhu dén roi suét trong ngoai,

Chiéu tia sang khip cic loai han hoan.
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Free them from their sorrows and binds;
destroy their greed and craving at the root.
Their darkness shall turn to inner light,

yielding wisdom, understanding, and clarity.

They’ll grasp the rule of impermanence, that all is
brief,

and the Three Marks in the Three Worlds, ever
fragile.

For ignorance, which conditions all impulses,

is the root cause that traps beings in samsara,

floating and sinking on suffering’s vast ocean,
scattered and squeezed by the Five Maras.
Beings pray for the Compassionate One

to fashion a boat of Wisdom to save mankind,

to ferry them to a place of peace,
the shore of Nirvana, beyond worldly bonds,
like a lantern, glowing inside and out,

shining near and far, for all to find bliss.

[Drum Simile Verse, Eighteenth-Century Siam]

Phép vi tréng khai hoan rim ro,
Luat vi nhu dai 6 hoing duong.
Kinh nhu day budc trén ruong

Luan nhu mit tréng vet dudng vo minh

T4 diéu dé d6 hinh dui tréng,
Gi6ng khua tan gidc mong trin gian.
Chuing sanh tit ca bdn hang,

Nhu sen trong nidc minh quang luéng
cho.

Troi 16 moc ddng nho dnh sang,>*

Trd hoa lanh rai tin mui huong.

Ph4p miu 4nh sdng phi thudng,

Chiéu khap ba cbi r6 dudng an vui.

The Dharma’s like a drum, booming triumphant;
the Vinaya, the drum barrel of proclamation;
the Sutras, the tuning strings on the drum shell;

the Abhidhamma, the drum face, cleaving
ignorance.

The Four Wondrous Truths are the drum’s mallet,
beating to break the dreams of this dusty world.
Living beings in all the Four Assemblies

are like lotuses in the water, their wisdom lying in
wait.

The sunrise, thanks to its light,

makes tender buds bloom, their fragrance wafting
out.

The wondrous Dharma, with its peerless blaze,

illuminates the Three Worlds, clearing the path to
joy”
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[Four Verses Composed by Ind, Nineteenth-Century Cambodia]

Pham Thién vin ngdm ngti khin khoan.

Phat nhan 16i nhung ching di hoi.

Quyét long mé dao day doi,

Nhim vuon Loc Gid Ngai doi chon
sang.

Thuyét phdp d¢ cic hang dé ti,

C6 nam Thay thinh du phap ti

D6 1a nhém Kiéu Tran Nhu,

Dugc ném huong vi Hitu du Niét Ban.

Réi tli d6 m& mang gido phap,
Bén muoi lim ha gidp ven toan.
Mét long ching thdi khong mon.

Nhiing diéu loi ich hing con lau nam.
Ca tam gi6i thiia an phd cép,
Dam mua lanh ruéi khip thé gian.

B&i nhén c6, tich rd rang,

Thinh Ngai thuyét phép noi dang tii bi.

Chting sanh ngdi khip chén ni,
Téi mé ciu dugc tri tri ven toan.

(Lay)

The Brahma deity beseeched him persistently,
until the Buddha accepted, without even a whisper,
to widen the Path and teach the world.

Aiming for the Deer Park, the Master traveled by
foot.

He preached the Dharma to all disciples,

starting with five keen monks who heard the
Dharma,

that is to say, the group of Kondania,

who tasted the flavor of Nirvana with Remainder.

He then expanded the teaching of the Dharma
for forty-five monsoon seasons in all,
with a single mind, not letting up or winding down,

the benefits extending across the years.

The Three Worlds received universal blessings,
with rain sprinkling down on the whole realm.
Thus for these reasons, clearly stated,

I invite you, Master, to kindly preach the Dharma

to the living beings gathered here,
that their darkness might turn to wisdom.

(Bow)

Ho¢ Tong’s text captures not only the broad contours sketched out by the
Pali stanzas but also the many details added by Ind. The Three Marks [ba
tuéng], the Four Assemblies [bon hang], and the Five Maras [ngii ma] all
appear. Even the final part added by Ind in Pali and Khmer is faithfully
rendered; indeed both texts are typically performed in Cambodia and
Vietnam today using just this excerpt in place of the whole text, namely
from stanzas 15-22 in the Khmer or 14-18 in the Vietnamese. Although in
my translation the Vietnamese reads as slightly more verbose than the
Khmer, H6 Tong does not add much in the way of substantial details to
Ind’s text, mostly adding adjectives and verbs that double those already
present so as to fulfill the syllable, tone, and rhyme constraints of the song

thét luc bdt meter.
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The few details he does add to the text evince Ho Tong’s skill in both
Sinitic and Pali commentarial traditions. For instance, in describing the first
five disciples of the Buddha [paficavaggiya/ndm Thdy], he names the fore-
most among these as Kiéu Tran Nhu [{&PEA0], the Sino-Vietnamese name
for Kaundinya [Pali: Kondafna]. In the following line, he adds that the
attainment these disciples achieve is Hitu du Niét Ban [ BR125E], the Sino-
Vietnamese term for sopadhisesa-nirvana [Pali: savupadisesa-nibbana or
saupadisesa-nibbanal, or “Nirvana with Remainder,” meaning the liberation
achieved during life as opposed to at death. These details, not present in
Ind’s version, demonstrate H Téng’s command over the material and his
skill in writing to a Vietnamese audience more familiar with Sinitic as
opposed to Pali technical terms.

In the final line of all Vietnamese editions of the text available to me is the
word lgy, meaning “bow” (cf. Siamese/Khmer krap). This is an explicit ritual
instruction to the layperson or laypeople reciting the text to bow down to the
monk (or rarely a nun) once they have finished their chanted invitation. Like
other incarnations of the chant, the Vietnamese version makes the ritual
context clear in the closing stanzas. The pithy addition of the word Ilay
simply drives home this ceremonial usage of the text for inviting a monk
to give a sermon.

The poem’s meter, while not exactly parallel to the Khmer brahmagiti or
the Siamese kaby yani 11, has the virtue of being easily chanted in Vietnam-
ese in addition to imparting a classical style to the text. In so doing, Ho
Téng’s poem achieves a measure of performative parity with its Khmer
antecedent and other past incarnations. Moreover, the Vietnamese poem
succeeds in completely domesticating the Khmer text, to the extent that the
audience need not have the slightest clue that it was translated from Khmer
rather than Pali. Ho Tong’s version gives the chant its most complete and

elaborate expression yet in its ninth life.

Conclusion

These nine lives are just a snapshot of a Theravada liturgical tradition in
motion. Since the 19508, numerous other texts have been composed in
Cambodia and elsewhere in Southeast Asia to accompany the ritual invita-

tion of a monk to preach. Some are penned as preludes or codas to the main
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invitation chant, while others aim to replace it. More such texts will appear
as old diction slips into obscurity and chanting fashions come and go. These
new compositions extend the lineage of the nine explored here; they repre-
sent distinct events in the chant’s history while continuing the same set of
underlying ideas.

Looking back to the first Pali stanza from the Buddhavamsa, the chant
for inviting a monk to preach passed through a long process of circulation
and translation before arriving at Ho Tong’s “Bai thinh phép su.” The
original Buddhavamsa verse was reworked in second-millennium Southeast
Asia to conform to a single meter for effortless chanting performance. The
third life emerged when translators in eighteenth-century Siam rendered the
chant into Thai verse, with some adding explicit invitations to preach.
Sometime in the same century, the fourth and fifth incarnations likely arose
when a second Pali stanza was composed and transmitted in an elegant Pali-
Siamese bitextual format. These innovations were likely the basis for a sixth
life in the early nineteenth century, in which an unknown Khmer translator
rendered both Pali stanzas into Khmer verse. In the 1830s or 1840s, the
future Rama IV of Siam penned eight additional Pali verses to make the
ritual context explicit in Pali, just as earlier translators had done for the
vernacular. Although not directly based on the Siamese king’s text, Ind’s late
nineteenth- or early twentieth-century Pali-Khmer verse version added four
new Pali stanzas, once again harmonizing ritual context and melodic per-
formance across the classical and the vernacular. This eighth life served as
the basis for H Tong’s version of the chant, translated into Vietnamese in
the mid-twentieth century. From the high ground of hindsight, we can
witness how a single verse unleashed a flood of poetry, recited before count-
less sermons over the centuries.

At each stage of the chant’s circulation across Southeast Asia, redactors
and translators relied on a few core principles, binding each distinct life to
a larger narrative. One, the duty of the Theravada liturgical poet is to
expand and elaborate upon the text over time. Two, rather than jettisoning
the Pali portions, vernacular translations should retain and even amplify
them. Three, the vernacular and Pali portions of the finished ritual text
should be harmonized. Ritual gestures, performative contexts, and chant-

ing cadences ought to find parity across the two languages. The Pali must
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precede, in both sequence and stature, yet the vernacular cannot abandon
its parent.

The nine lives leading to “Bai thinh phap su” reflect broader patterns in the
circulation of texts in Theravada Southeast Asia, particularly in cultures and
eras where Pali functions as a classical language. First, the circulation of texts
depends on tacit agreements on how to translate them. This includes specific
technical features of Pali-vernacular bitexts, but also the principles of expan-
sion, inclusion, and combination discussed above in reference to short Buddhist
chants. Agreement on such principles makes sharing vernacular and classical
texts across the region possible, allowing for Theravada chants to circulate
between Siam and Laos, Lanna and Sipsongpanna, Cambodia and Vietnam.

Second, master narratives such as Pollock’s “vernacular millennium” and
Wolters” “localization” do not neatly accord with the Theravada situation in
Southeast Asia.>s Buddhist prose and poetry from this region reveal how the
vernacular supplemented Pali but never fully replaced it. In particular, Pali
and vernacular literary cultures, at least in the religious sphere, continued to
seed one another, even into the early twentieth century. It is much harder, in
other words, to point to decisive moments of vernacularization or localiza-
tion in mainland Southeast Asia. What happens to the vernacular when the
classical refuses to leave its side?

Third, Buddhist byways proved efficient vectors for communication and
exchange across linguistic boundaries. The tools of translation, first honed in
monastic contexts but later linked to elite literary pursuits as well, made
possible the circulation of ideas across Southeast Asia. Many translators in
this process remained anonymous and others (such as Ho T6ng) obscured
their sources, so their motives in translation can be difficult to trace. Nev-
ertheless, the intellectual efforts of these translators combined to shape
a region where texts could expect to live multiple lives. The nine iterations
that span the Buddhavamsa to “Bai thinh phap su” give us a glimpse into
one such Theravada trajectory in Southeast Asia.

The arrival of Theravada Buddhism, or Phdt Gido nguyén-thuy, in
Vietnamese-speaking communities in Sai Gon and surrounding areas dur-
ing the middle of the past century forces us to rethink conventional narra-
tives about how Buddhism spreads. Although the Mahayana tradition

remains predominant in Vietnam, the rise of the movement founded by
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Ho¢ Tong and his associates demonstrates that the Buddhist map is not fixed
and the relative popularity of the religion’s sects remains in flux. The trans-
mission of Theravada to Kinh communities was predicated not on kings,
councils, merchants, or magicians, but rather on a flourishing print culture,
a finely honed skill in translation, and a ready-made liturgical package. The
success of H6 Tong’s chants, including “Bai thinh phép su,” in finding an
enduring place in Vietnamese Theravada practice reflects the means of its
entrée into urban Buddhist society in the south.

The significance of “Bai thinh phap su,” however, goes beyond its status
as an emblem of the Theravada tradition’s foothold in Ho Chi Minh City
and among Vietnamese Buddhists abroad. On the one hand, Ho6 Téng’s
transformation of Suttantaprija Ind’s “Aradhana dhammadesana” into “Bai
thinh phdp su” embodies a particular event in Theravada history, in which
a Khmer modernist understanding of Buddhism was transplanted in Viet-
nam. On the other hand, “Bai thinh phap su” is more than just one life of
a chant; it contains a whole lineage of past incarnations stretching back to
the formation of the Pali Tipitaka. Read as an idea, “Bai thinh phép su”
reflects HO Tong’s craft in expressing a long Theravada tradition of ritual
invitations for sermons and the importance of constructing a chant that fit
these ritual and ideological constraints.

The historical thrust of Theravada Buddhism, including its recent spread
among the Vietnamese, cannot be captured by paying attention to events
alone. As Hallisey reminds us, “Only when we begin to trace the history of
phenomena with a dual character as events and ideas will we begin to see the
Theravada as it truly is: not as an unchanging conceptual system, not as
a static structure, but as a complex human movement in a perpetual process
of constitution and reconstitution.”s® The never-ending movements of
adoption, transformation, and circulation epitomized by the nine incarna-
tions of “Bai thinh phdp su” summon scholars of Theravada to attend to
liturgies as living witnesses to Buddhist history, blessed or burdened with

memories from many past lives.

Supplemental Material

Audio recordings of the chant are available as supplemental materials at

https://doi.org/10.1525/vs.2020.15.3.36.
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ABSTRACT

The story of how Theravada Buddhism came to be adopted among urban
Kinh communities in southern Vietnam challenges how scholars narrate
Buddhist history. Focusing on the transformation of a single liturgical text—
a chant, originally in the Pali language, to invite a monk to give a sermon—
as it circulates across Thailand and Cambodia before its eventual
translation from Khmer into Vietnamese in the mid-twentieth century, this
essay reveals how chants grow as they circulate, how Theravada liturgies
unsettle distinctions between classical and vernacular languages, and how

ritual and ideological necessities shape translation in new cultural contexts.
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Hawai Press, 2007), 202. On Juon Nat’s (Chuon Nath’s) activities during this
period, see Penny Edwards, “Making a Religion of the Nation and Its Language:
The French Protectorate (1863-1954) and the Dhammakay,” in History,
Buddhism, and New Religious Movements in Cambodia, eds. John Marston and
Elizabeth Guthrie, 63-85 (Honolulu: University of Hawai‘ Press, 2004), 76-81.
Mark W. McLeod, “The Way of the Mendicants: History, Philosophy, and
Practice at the Central Vihara in H6 Chi Minh City,” Journal of Vietnamese
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13.

14.

15.

16.

17.
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Studies 4, no. 2 (2009): 70; Hoang Trong So, “On the Form of Existence of
Theravada Buddhism in Vietnam,” Parigaku Bukkyo Bunkagaku N—)Z1 145
XAV Z (Journal of Pali and Buddhist Studies) 13 (December 1999): 1; Philip
Taylor, The Khmer Lands of Vietnam (Singapore: NUS Press, 2014), 240.
Thién Minh, “Ty khuu H¢ Toéng (Bhikkhu Vansarakkhita),” www.
phatgiaonguyenthuy.com/author/tac-gia/tk-ho-tong.html (accessed March 31,
2020); Quang Minh Thich, “Vietnamese Buddhism in America” (PhD
dissertation, Florida State University, 2007), 112.

Shawn McHale, Print and Power: Confucianism, Communism, and Buddhism in
the Making of Modern Vietnam (Honolulu: University of Hawai‘i Press),
143-172.

Various editions exist, including Vansarakkhita Bhikkhu [HO Tong], Lé bdi
tam-bdo [Rites for Venerating the Triple Gem] (Sai Gon/Gia Dinh:
Theravada phat-gido nguyén-thuy/Phap-quang-tu, 1959); Lé bdi tam-bdo,
cu-si ludgt tom tat [Tiratana panama, gihivinaya sankhepa; Rites for
Venerating the Triple Gem, Abbreviated Rules for Laypeople] (Sai Gon/Gia
DPinh: Theravada phét-gido nguyén-thuy/Thanh mau, 1963); and Kinh nhat
tung: Theravada, phdt-gido nguyén-thuy [Daily Chants: Theravada, Original
Buddhism] (Bumpass, VA: Saddhamma Meditation Society - Tam Phap
Thién Vién, 2011). The earliest known Vietnamese printing, to my
knowledge, dates to 1954 and is entitled Nhut hanh clia ngudi tai gia tu Phdt
[Daily Practices for Householder Buddhist Practitioners]. This version is
reproduced in Todn tdp Trudng ldo Hod thugng HY Tong [Collected Works of
the Elder Monk H) Tong] ed. Thién Minh (Ha Noi: H(“)ng Dic, 2017), 335-391.
For the original Khmer text, see Um Siir § &7 and Juon Nat §8 ams,
Traipranam sankhep nin gihivindy sankhep fapamsarnyy 64 Fiigmangy
[Abbreviated Veneration of the Triple Gem and Abbreviated Rules for
Laypeople] (Bhnam befi &0 Buddhasasanapandity §ganassuafis], 2003). For
an analysis of the Khmer text, see Anne Ruth Hansen, How to Behave: Buddhism
and Modernity in Colonial Cambodia, 1860-1930 (Honolulu: University of
Hawai‘i Press, 2007), 155-157.

Vansarakkhita Bhikkhu [HO Tong], Dasa parami: thdp d¢ [The Ten Perfections]
(Sai Gon: Theravada phat-gido nguyén-thuy, 1961); Qui-viiong vin-dao Yakkha
pariha; Questions of the Ogres] (Sai Gon: Theravada phat-gido nguyén-thuy/Long-
giang, 1965); and Ludt xudt-gia tom tdt (Pabbajita vinaya sankhepa) [ Abbreviated
Rules for Ordination] (Sai Gon: Theravada phat-gido nguyén-thuy, 1966).

One exception is the Vietnamese edition of the Khmer book Ariyasaccakatha
#itrargam [On the Noble Truths], originally composed by Brah
Mahavimaladhamma Thon Lﬂ:ﬁtm?ﬁnj'ﬁg 19 (1862-1927) and edited by Um
Sar &v 1 (1881-1939), which Lé Vin Giang (the lay name of Ho Tong)
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18.

19.

20.

21.

22.

23.

24.

25.

26.

27.

28.
29.

published as Ti# Di¢u dé Kinh [Sutta on the Four Noble Truths] sometime in the
1930s. In his preface, he thanks the original Cambodian author and editor, but
does not clarify whether the Vietnamese translation came from Khmer or
directly from Pali (Thién Minh, Toan tdp Trudng ldo Hoa thugng Ho Tong, 282).
For more on Brah Mahavimaladhamma Thon and Um Sar, see Hansen, How to
Behave, 101-104 and 134-142.

Taylor, The Khmer Lands of Vietnam, 240-241. Whether ethnic discrimination
played a role as well is not clear.

My use of “covert” here differs slightly from typical usage in translation studies,
in which the overt/covert distinction applies to whether readers are aware they
are working with a translation or not, not whether the translator hides the
language the work is being translated from. For a discussion of Juliane House’s
and Ernst-August Gutt’s approaches to overt/covert translations, see Anthony
Pym, Exploring Translation Theories, 2nd ed. (London: Routledge, 2014), 32-34.
On the emergence of a modernist Theravada identity in this period, see Todd
LeRoy Perreira, “Whence Theravada? The Modern Genealogy of an Ancient
Term,” in How Theravada Is Theravada?, 443—571.

For a portrait of the World Fellowship of Buddhists and the events leading up to
the Sixth Buddhist Council, see Eugene Ford, Cold War Monks: Buddhism and
America’s Secret Strategy in Southeast Asia (New Haven, CT: Yale University
Press, 2017), 29-34.

For other studies of intra-Southeast Asian circulation and translation of
Theravada texts, see Grégory Kourilsky, “La place des ascendants familiaux dans
le bouddhisme des Lao” (PhD dissertation, Ecole Pratique des Hautes Etudes,
2015), and Frangois Lagirarde, “Textes bouddhiques du pays khmer et du Lanna:
un exemple de parenté,” in Recherches nouvelles sur le Cambodge, ed. Frangois
Bizot (Paris: Ecole francaise d’Extréme-Orient, 1994), 101-139.

All of their translations are freely available online at Binh Anson,
“Buddhasasana: Con Puong Giai Thoat” [Buddhism: The Way to Liberation],
June 25, 2009, www.budsas.org/uni/index.htm (accessed April 1, 2020).

Thién Minh, Toan tdp Trudng ldo Hoa thugng Ho Tong, 335.

Peter Skilling, “Aradhana Tham: ‘Invitation to Teach the Dhamma,” in
Buddhism and Buddhist Literature of South-East Asia: Selected Papers, ed.
Claudio Cicuzza (Bangkok: Fragile Palm Leaves Foundation, 2009), 83.

All translations from Pali, Thai, Khmer, and Vietnamese sources are my
own.

For a translation of the text, see I. B. Horner, The Minor Anthologies of the Pali
Canon, Part III (1975; repr., Oxford: The Pali Text Society, 2000), 1-99.
Skilling, “Aradhana Tham,” 80-89.

Presumably varotam, from Pali vara + uttama.
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30.

31.

32.

33.

34.
35.
36.
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Transliterated from a transcribed oral version, date of composition and author
unknown, posted anonymously to an online forum on May 15, 2013, Www.
buddha-dhamma.com/index.php?lay=boardshow&ac=webboard_
show&No=1422137 (accessed January 20, 2019). Transliteration of Khmer and
Siamese sources in this essay follows the system outlined in Trent Walker,
“Unfolding Buddhism: Communal Scripts, Localized Translations, and the
Work of the Dying in Cambodian Chanted Leporellos” (PhD dissertation,
University of California, Berkeley, 2018), xiii-xvii.

These include the five-syllable bara a-/rya [ba-ra-a-ra-ya] for the normally
two-syllable bar ary [bar-ar] and the four-syllable gun-/na nibban [gun-na-
nib-ban] for the three-syllable gun nibban [gun-nib-ban]. For a detailed
explanation of these processes of syllable breaking and syllable crossover in
older Siamese poetry, see Thomas J. Hudak, The Indigenization of Pali
Meters in Thai Poetry (Athens: Ohio University Center for International
Studies, 1990), 101-105.

Brah Gru Vimala’arthavadi W?tm;"‘maas*?mﬂﬁ, Hnan si svat buddhaman(t)
bidhi chpap sampura(n) WIRaRIOWVSNUGTAS RULENYTOL [Book for
Reciting Buddhist Chants and Rituals, Complete Edition] (Krun deb nsavn: di,
rahlik nan brah rajadan blén $ab a. $ubhajiy yem,jufi
HeSRNIMUNT =S BVUWRIAN 8. ANTU ubn®, 2538 [1995]), 262-263.
Damrong Rajanubhab &MAYNTEIWTUNATD WTEaIAINAAITANNT
NTUWTEUNDNTITVBVUAWN, Svat man(t) plé chpdp haa brah samut
vajiraian QﬁﬂﬁﬂW?tﬁH(ﬂ’)‘ﬁ?ﬂJv’]m [Translated Chants, Vajiranana Library
Edition] (Krun deb N3"W: di, rahlik nai kar brah rajadan blon $ab brah
maha rajamangalatilak (pufirion punnako pa.dha. 5) 1eh brah deb visuddhinan
(upal nandako pa.fiha. 9) na meru hlvan hna, blap bla iSariyabhara(n) vat
debasirindravasa NTERNUNNTWTETABYUNRIAN W EUNITBUIARGTAN
WaFou YuauTn U.5. &) uae wsstmw3gnianod (Qua uunlnd.s. o) ou
WS MR NWENWALWRNBATUINTA TANWRTUNT I, 2542 [1999]),
336-337.

Skilling, “Aradhana Tham,” 88-89.

Damrong Rajanubhab, Svat man(%) ple, 336-337.

I provide a definition of this term and an overview of how such compositions are
structured in Theravada contexts in Trent Walker, “Bilingualism,” in The
Routledge Handbook of Theravada Buddhism, eds. Ashley Thompson and
Stephen Berkwitz (London: Routledge, forthcoming). For further analysis of
interphrasal Pali-vernacular bitexts in Siam, see Trent Walker, “Indic-
Vernacular Bitexts from Thailand: Bilingual Modes of Philology, Exegetics,
Homiletics, and Poetry, 1450-1850,” Journal of the American Oriental Society

140, no. 3 (forthcoming).
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37.

38.

39.

40.

41.

42.

43.

44.

Skilling translates this line in a similar way: “May the Dhamma be taught: take
pity on these beings” (“Aradhana Tham,” 81).

This interpretation in fact matches that of I. B. Horner’s translation of the first
verse of the Buddhavamsa. See Horner, The Minor Anthologies, 1.

I am only aware of one Cambodian who knew the text by heart, namely the late
Kun Sopheap (1956-2020) of the Fonds pour I'Edition des Manuscrits du
Cambodge in Phnom Penh. He encountered it but once in a palm-leaf manu-
script and, with his extraordinary gifts, immediately committed it to memory.
My edition of the text is based on a comparison of his oral version and the
witness of a leporello (accordion-folded paper manuscript), catalog number
UBo69, dating to 1928. For more on this particular manuscript, see Walker,
“Unfolding Buddhism,” 832-836. A partial version, first published in 1915 and
containing only the opening nine stanzas, appears in Suos(ti) hghj, Uposatha-
katha asmasgns) [On Holy Days] (Bhnam befi ni): Pannagar M1 Sukh
vammi §aJ8, 1954), 182-184.

For a complete collection of such works, see Rama IV WTEUNNR UGN S
WMNRWINBUWA, Prahjum bra rajaniban(dh) bhasa pali nai brah pad samtéc
brah caam klau, cau, ayii, hvd Uss1nsesolwusn s uR
WTEUVRUFIWTEUNR WU [Collected Royal Compositions in Pali by
Rama IV] (Krun deb N33%W: Mahatherasamagam AWINTRNNAN, 2547 [2004]).
Samtéc Brah Sangharaj (Pussadeva), Svat man(f) chpdp hlvan, 401. The entire
text appears on pages 399-401.

The text was first published posthumously in 1926-1927, but was likely
composed decades earlier: Suttantaprija Ind sgagiic #g, “Aradhana
dhammakathik oy samtén dhafm smnumugnsnejrisaui” [Invitation to

a Preacher to Preach the Dharma], Kambuja Suriya ﬁ,;f,fﬁﬁ/‘fm 1 (1926-1927):
34-37. Many of Ind’s compositions circulated in manuscript and oral form
during this period. On the context and significance of his writings, see Hansen,
How to Behave, 148-183.

Ind’s fame as a skilled poet lives on in his other liturgical works. One
particularly well-known example in Cambodia is his Khmer verse translation
of the Pali “Jayamangala-attha-gatha” [Stanzas on the Eight Victories].
For a presentation of this text, see Walker, “Unfolding Buddhism,” 1035-
1037. For the earliest printed version, see Suttantaprija Ind h{ﬁgLﬁm 8,
“Dhatm buddhajiyamarigal siingdimuiin” [The Blessings of the Buddha’s
Victories], Kambuja Suriya ﬁ,,éfﬁﬁ,f;m 1 (1926-1927): 29-33.

However, unlike in the older Khmer version, Ind’s text makes it clear that,
despite the depth of creatures’ ignorance, “there are some who might see / thanks

to your power, Meritorious One.”



45.

46.

47.

48.

49.

50.

51.

52.

53.

54.
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Richard Morris, ed., The Anguttara-nikaya, Part IT (London: Pali Text Society,
1888), 135.

Richard Morris, ed., The Puggala-pafifiatti (London: Pali Text Society,
1883), 41.

The canonical passage, which mentions only three types of lotuses, appears in
Maurice Walshe, The Long Discourses of the Buddha: A Translation of the Digha
Nikaya (Boston: Wisdom Publications, 1995), 214.

William Stede, The Sumangala-Vilasini, Buddhaghosa’s Commentary on the
Digha-Nikaya, Part II (London: Pali Text Society, 1931), 468-469. For

a reflection on the relationship between the four individuals and the simile
of the lotus pond, see Supak Mahavarakorn, “The Pokkharani Pond in the
Jatakatthakatha: A Treasure of Perfection,” Rian Thai: International Journal
of Thai Studies 3 (2010): 283-301. On the relationship between the four
individuals and the three types of bodhisattas, see Daniel M. Stuart, The
Stream of Deathless Nectar: The Short Recension of the Amatarasadhara of
the Elder Upatissa: A Commentary on the Chronicle of the Future Buddha
Metteyya, with a Historical Introduction (Bangkok: Fragile Palm Leaves
Foundation and Lumbini International Research Institute, 2017), 167n32.
Rare verb forms in the text include katave, an alternative infinitive form for
karoti (usually katum), used here for metrical reasons.

All witnesses read adhivasaya, though adhivasaya is likely the grammatically
correct form. Neither are attested elsewhere in Pali literature.

Atthasiddhaka also plays with the given name of the Buddha, Siddhattha/
Siddhartha, “he by whom aims are fulfilled.” Atthasiddhaka (atthasiddha + ka
suffix) in this context means the Dharma, or “that which causes the fulfillment of
the aims [of living beings].”

In the katapayadi system, the syllable ma (and likewise na, na, and sa) stands in
for the numeral 5 and the syllable gha (along with jha, dha, bha, and va) stands
in for 4. Vowels are not taken into account, and such numerical compounds are
read right to left, so thus magha = ma + gha = 5 + 4 = 45. For more on the
katapayadi system, see Kim Plofker, Mathematics in India (Princeton, NJ:
Princeton University Press, 2009), 75-77. As far as I am aware, this is the only
instance of the katapayadi system in use in a Pali text from Cambodia; it occurs
in a few Pali compositions from elsewhere in Southeast Asia but is primarily
restricted to Sanskrit treatises from India.

My presentation of the Vietnamese poem is based on that printed in Ho
Tong, Kinh nhdt tung cila cu si, 68-70. Other recent printed versions, with
minor variations, include Thién Minh, Todn tdp Trudng ldo Hod thugng HO
Toéng, 364-365, and HO Tong, Kinh nhat tung, 26-27.

I read this 6 (present in all versions available to me) as I6.
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55. Sheldon Pollock, “India in the Vernacular Millennium: Literary Culture and
Polity, 1000-1500,” Daedalus 127, no. 3 (Summer 1998): 41-74; O. W. Wolters,
History, Culture and Region in Southeast Asian Perspectives, rev. ed. (Ithaca, NY:
Southeast Asia Program Publications, Cornell University, 1999), 87.

56. Hallisey, “Councils as Ideas and Events,” 148.
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